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We have all experienced it: a conference is planned in a 
fascinating city, we sign on, eager to enjoy the sights as well 
as the conference, only to depart at the end, having seen 
nothing but the inside of the conference center! The superbly 
organized joint meeting of the Mozart Society of America and 
the Society for Eighteenth-Century Music held in Prague, 9–13 
June 2009, provided a brilliant exception to this unfortunate 
rule, and afforded the participants not only the opportunity 
to learn about numerous new, important contributions to 
Mozart research, but also a chance to see multiple important 
sites associated with the composer, to hear specially-arranged 
concerts in several of these venues, and—last but not least—
to be wined (beered?) and dined on great Bohemian food. 
 On the first afternoon we toured the exhibition in the 
Lobkowicz Palace (a part of the Hradcany which looms over 
the city on the left bank of the Vltava (aka Moldau), led by 
Kathryn Libin, President of the Mozart Society of America and 

the organizer of the conference. We were met here by William 
and Alexandra Lobkowicz, the current local “ruling heads” of this 
ancient noble family which left such a mark on music history. 
In the evening we enjoyed a festive dinner (our first taste of the 
culinary joys of Bohemia) at the Letná Castle, perched above the 
city in the middle of a park and gardens, offering magnificent 
views of Prague by night.
 Wednesday, the first full day of the conference, began with 
an excursion to Nelahozeves, a town doubly significant for 
musicologists as the birthplace of Dvořák and as the location 
of the Roudnice Lobkowicz Library now housed in a beautiful 
Renaissance castle overlooking the Vltava. We first toured the 
Dvořák museum, located in the building in which Dvořák’s 
father ran a tavern at the time of the composer’s birth, and 
then crossed the street to the tiny church of St. Andrew, where 
Dvořák was baptized and where he first played the organ. Jane 
Shatkin Hettrick fired up the organ there and treated us to a 
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the Kinsky family, was our venue. Jane 
Hettrick spoke about Salieri’s Requiem, 
composed in 1804 in preparation for use 
at his own funeral, and the conflicting 
archival evidence about questions such 
as why he wrote a requiem mass at 
this time, and its proposed use in his 
obsequies. He entrusted the work to the 
Moravian Count Haugwitz, an amateur 
musician with his own court Kapelle, who 
also translated many libretti, including 
(after Salieri’s death) the Latin text of 
Salieri’s own requiem. 
 Rita Steblin followed with a report 

rendition of Ein feste Burg, perhaps a 
premiere of that work in that particular 
space! 
 After a tour of the Lobkowicz 
castle, the curator of the Roudnice 
Library, Soňa Černocká, gave us a very 
interesting introduction to this highly 
significant collection, which, begun in the 
fourteenth century and systematically 
developed since the seventeenth century, 
now contains ca. 60,000 volumes, 
including such musical treasures as a 
portion of Mozart’s arrangement of 
Handel’s Messiah for Baron Gottfried van 
Swieten’s Sunday matinees in Vienna. 
This introduction and the subsequent 
first session of the conference were 
held in the Knights’ Hall of the castle, a 
beautifully preserved Renaissance space 
with a stone fireplace, and wall and 
ceiling paintings. Todd Rober presented 
the first official conference paper, in 
which he introduced many of us to 
the works of Gottlob Harrer, successor 
to Johann Sebastian Bach as Leipzig 
Thomaskantor in 1750, and the most 
significant early symphonist in Dresden. 
His paper focused on Harrer’s relationship 
to his patron, the powerful Count Brühl. 
 The afternoon session took place 
in the nearby town of Zlonice, where 
Dvořák lived from the age of 12 and 
studied German and organ. The Dvořák 
memorial there, housed in what had 
been the hospital for the servants of 

on her newest archival research, a study 
of the diaries of the Bohemian nobleman 
Johann Nepomuk Chotek, a musical 
amateur who recorded events daily for 
20 years (1804–1824). This work details 
Mozart reception in Bohemia, noting 
many private performances of Mozart’s 
music which are, by their nature, seldom 
reported in printed sources of the time.
 A concert in Zlonice’s Baroque church 
of the Assumption of the Virgin Mary 
with works by Leopold and Wolfgang 
Amadeus Mozart, and Dvorak, performed 
by Prague organist Irena Chřibková 
and mezzo-soprano Nadia Ladkany, 
concluded the formal events of the day.
 Thursday morning we met at 
the Czech Museum of Music for a 
longer session, on musical practice in 
Bohemia. Peter Heckl compared three 
arrangements for Harmoniemusik of 
piano music by Mozart, two by the 
Archduke Rudolph, and one by Georg 
Druschetzky, all housed in the archives 
of the Kroměřiž Palace in Moravia. 
Where Rudolph attempts to faithfully 
assign each note of Mozart’s text to 
a wind instrument, often making 
egregious mistakes in voice leading and 
instrumentation (marked in the source 
by some teacher other than Beethoven), 
Druschetzky takes a much freer approach, 
adding newly-composed passages, and 
generally remodeling Mozart’s music to 
better suit the new medium. Michaela 
Freemanova, in her search for traces 
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of Mozart’s sacred music in Bohemian 
monastaries and parishes, concluded 
that, although there was great interest in 
Prague in Viennese music (she mentioned 
specifically the Haydns, Eybler, Koželuch, 
and Schiedermaier), there is little Mozart 
to be found in ecclesiastical archives, with 
the notable exception of La clemenza 
di Tito contrafacta, which are found in 
churches all over the country. Milada 
Jonášová reported the latest results 
of her large-scale study of Mozart’s 
Prague copyists, speaking here about 
the Prague workshop of the copyist 
Anton Grams. Universally praised for 
his work, his copies—especially of 
operatic works—are now found all over 
Germany and Central Europe. Tomislav 
Volek, the great Czech Mozart scholar, 
gave his very personal view of American 
Mozart scholarship, distributing praise 
and blame, and regretting, as we all 
do, that Czech scholarship is too often 
not taken into account. We would all 
welcome complete translations into more 
common languages of the many fruits 
of the labors of our Czech colleagues. 
Jean Hellner finished the long morning 
with a talk in which she speculated that 
the character of Osmin specifically, and 
the Entführung in general, offered the 
non-German audiences of Prague an 
object of identification as a suppressed 
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and ensembles from Mozart’s Entführung 
and Umlauf’s Schusterin with the 
works on which they were modeled; he 
found that the later works took a more 
restrained attitude toward sexuality 
and emphasized a moral message, thus 
“preaching (German) morals in Vienna,” as 
he put it. 
 Pierluigi Petrobelli inaugurated the 
afternoon session with a paper tracing 
the connections between Italian comic 
opera in Dresden and Prague through the 
persons of Domenico Guardasoni, singer 
and Mozart’s Prague impresario for Tito, 
and impresario Giuseppe Bustelli, who 
played a great role in the dissemination 
of Italian comic opera in the North and 
of Bohemian composers in Italy (Naples). 
Anna Ryszka-Komarnicka’s broadly 
conceived treatment of Warsaw’s version 
of Anfossi’s Zenobia by Guardasoni’s 
troupe touched upon many aspects, 
including modifications of the figure 
of the Emperor for the specific Warsaw 
occasion (a royal birthday), and the 
structure of the opera itself, which shows 
new styles in the writing of opera serie, 
combined with a more traditional libretto 
text. Margaret Butler demonstrated with 
new evidence which she discovered 
in the archives of the Teatro Regio of 
Turin the influence that the production 
practices of theaters had upon the 
musical settings of operas, in this case 
specifically upon Galuppi’s Clemenza 
(1759) in Turin. 
 The Saturday session, devoted 
to Don Giovanni, was held in the 
Academy of Music, which is located 
in the Liechtenstein Palace. Edmund 
Goehring began with a discussion of 
Anton Cremeri, a Viennese Aufklärer who 
wrote both pamphlets extolling the role 
of the theater as an exemplar of moral 
virtue, superior in its power to the pulpit, 
and theater pieces, including his 1787 
Don Juan, which Goehring interprets 
as using the story as a cautionary tale 
about the intersection of religion and 
Enlightenment. Simon Keefe turned to 
Mozart’s Don Giovanni, specifically to 
Mozart’s linkage of specific instruments 
to characters in order to create sympathy 
for them, to allow the characters to 
manipulate instrumental sound for 
their own purposes, and to reveal the 

inference of a romantic relationship 
between the Prague-based singer and 
Mozart through a new reading of the 
documents and a new evaluation of the 
social context of their relationship. Paul 
Corneilson followed with more discussion 
of Josepha Duschek, examining the 
arias which Mozart composed for her 
for evidence of her vocal qualities and 
speculating on which of these (if any) 
could be the aria he had promised her 
in 1780. John Rice concluded “Mozart’s 
Singers,” presenting a lovely and 
unusually structured rondò composed 
by Koželuch as a substitute aria in his 
opera Moisé in Egitto for the prima 
donna Adriana Ferrarese, whose skills 
and demands had already caused Mozart, 
Salieri, and Weigl to compose two-tempo 
rondòs for her. 
 Luciano Tufano reported on the 
ambivalent Italian reception of Benda’s 
monodramas, in which the mixture 
of genres was found “unnatural” by 
some critics. Despite translation and 
adaptations, Benda’s model—unlike 
Rousseau’s—found no imitators in Italy. 
Bertil van Boer presented an overview of 
Mozart’s overture types and examined 
the apparent problems he had with 
finding a compromise between tradition 
and novelty in his operatic overtures. 
Martin Nedbal compared several arias 

minority, creating a situation in which the 
audience perceived a political implication 
unintended by the composer.
 After lunch there was a tour of the 
Museum’s rich collection of musical 
instruments, including some striking 
Siamese-twin-like brass instrument with 
two bells, instruments popular in Russian 
military bands in the early twentieth 
century. After the tour we departed for 
Villa Bertramka, the Mozart museum 
located in the summer residence of his 
friends, the Duscheks, who hosted him 
there in 1787 when he was finishing 
Don Giovanni and again in 1791 when 
he visited Prague for the premiere of La 
clemenza di Tito. Tomislav Volek guided 
us through this exhibition, after which 
we were treated to a concert by the 
young Kinsky Trio Prague, whose lovely 
performances of Mozart’s K. 548 and 
Mendelssohn’s Op. 49 were greeted with 
enthusiasm. A splendid dinner followed 
in the gardens of the villa, below the hill 
with the stone table on which Mozart 
supposedly composed some of Don 
Giovanni.
 Friday’s sessions were held in 
Prague’s Břevnov Monastery. “Mozart’s 
Singers” was the topic for the first three 
talks of the day. Bruce Alan Brown spoke 
“In Defense of Josepha Duschek (and 
Mozart),” countering Maynard Solomon’s 
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characters’ control of situations, or lack 
thereof. Nathan Martin demonstrated 
the application of William Caplin’s 
form-analytical approach to aria forms 
in Mozart’s Don Giovanni. Magnus 
Tessing Schneider presented new source 
material about Luigi Bassi, Mozart’s first 
Don Giovanni, which reveals a strikingly 
different character: Don Giovanni as a 
charming, basically non-violent character 
with no touch of the demonic, whose 
light-hearted treatment of the Stone 
Guest stems from his assumption that it is 
Masetto in disguise (an assumption which 
the Prague audience might well have 
shared, since both roles were taken by the 
same singer). Ian Woodfield closed the 
conference with a diplomatic study of the 
Prague Conservatory Don Giovanni score, 
traditionally assumed to be Mozart’s own 
conducting score, which Woodfield has 
now identified as the earliest copy. 
 The afternoon afforded a tour of the 
Estates Theater, and the evening a final 
taste of Bohemian cuisine at an outdoor 
terrace restaurant offering splendid views 
of Prague in the valley below: a lovely 
finale to an extraordinary conference. 
 The next morning we all departed, 
fatter, happier, and more informed than 
we had been upon arrival! 
 Thanks are due to the hardworking 
program committee (Kathryn Libin, 
Isabelle Emerson, Jane Hettrick, and 
Steven Zohn). Kathryn Libin deserves to 
be singled out for the highest praise for 
her superb organization of every aspect 
of this splendid conference. I’m looking 
forward to her next conference!

—Joanna Cobb Biermann
University of Alabama

Joanna Biermann is currently finishing 
a project about the symphony in North 
Germany in the eighteenth century 
before returning to her edition of the 
small piano pieces of Beethoven for the 
Neue Gesamtausgabe.
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Session I:
Music and Patronage in Central Europe

Kathryn L. Libin (Vassar College), Chair

Soňa Černocká (Curator, Roudnice Lobkowicz Library): 
Introduction to the Lobkowicz Library 

The Roudnice Lobkowicz Library is an outstanding example of the 
European aristocratic library. It comprises about 65,000 volumes—
including 679 manuscripts (114 of them dating to the Middle Ages) and 
730 incunabula. The Music Archive of the Lobkowicz Collections contains 
over 4,000 items, both manuscripts and printed editions. It was originally 
housed in Room X of the library at Roudnice Castle, the principal family 
seat. The archive, begun by Ferdinand August, the third Prince Lobkowicz, 
was assembled over a two-hundred-year period by members of the family, 
who were not only great patrons but also enthusiastic collectors, and often 
talented performers. The archive contains works by over five hundred 
composers and musicians, including a rare collection of Baroque lute, 
mandolin, and guitar manuscripts and prints; it is celebrated, however, 
for its late eighteenth- and early nineteenth-century collection, including 
works by Mozart, Haydn, and Beethoven acquired by the seventh Prince, 
Joseph Franz Maximilian.

Todd Rober (Kutztown University): A Paternal Patronage in 
Dresden:  Count Heinrich von Brühl and Gottlob Harrer. 

While most attention to eighteenth-century music making in Dresden 
has focused on the ensembles of the Hofkapelle, there was, of course, 
patronage beyond that of the Electors of Saxony. One of the more 
interesting examples is Heinrich von Brühl (1700–1763), who began as a 
minor official in the court of Friedrich August I in the 1720s, but by 1736 
had managed to scheme his way into the inner circle of the next elector, 
Friedrich August II.
 One musician and composer in Brühl’s employ was Gottlob Harrer 
(1703–1755), who wrote at least twenty-seven sinfonias for Brühl’s 
orchestra in the 1730s and 1740s. These works highlight a unique 
relationship between patron and composer, with Harrer dedicating many 
sinfonias to the extended members of the household, and inserting into 
others melodies requested by his patron. Brühl also financed composition 

Conference 
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lessons in vocal music for Harrer with Jan Dismas Zelenka, and at 
least one study trip to Italy.
 Even though both men were of similar age, the biographical 
and musical evidence of Brühl’s patronage indicates an almost 
paternal connection of the patron to the composer. The social 
context for which Harrer wrote his sinfonias was a key factor that 
shaped the composer’s decisions concerning style and form, and 
the distinctive relationship between him and his patron broadens 
our conceptions of one way patronage functioned in Central 
Europe during the eighteenth century.  

Jane Schatkin Hettrick (Hofstra University): Antonio 
Salieri’s Requiem Mass: The Moravian Connection 

Antonio Salieri (1750–1825) composed a Requiem Mass in 1804 
for his own obsequies twenty-one years before his death. Advance 
preparation of music by a composer for his funeral is a rarity. 
Salieri’s reasons for writing his own death mass have not been 
adequately explained. 
 Salieri’s plans for his funeral service and music span a 
period of twenty years. In addition to composing the Requiem, 
he specified instructions for his funeral in his will (1823), and 
he jotted down different ideas about his “Messa di morte” on an 
undated scrap of paper. The printed announcement of his funeral 
arrangements in Vienna contains further conflicting information. 
The performance of the Requiem in Vienna six weeks after the 
composer’s funeral does not accord with his written instructions. 
 Although Salieri spent his entire professional life in Vienna, 
serving as Hofkapellmeister for thirty-six years, he entrusted 
the autograph score of his Requiem to Count Heinrich Wilhelm 
Haugwitz (1770–1842) in Náměšt, Moravia. An excellent 
violinist, Haugwitz maintained an active Kapelle, which mounted 
frequent opera performances. He also had a hobby of translating 
librettos of operas and oratorios, most by Gluck, Salieri, and 
Handel. In 1837, he translated the Latin of Salieri’s Requiem into 
German.  
 This paper sheds new light on the origin and history of the 
Requiem and attempts to sort out conflicting evidence in the 
sources. It examines the relationship between the composer and 
his Moravian patron/friend, with a view to understanding why 
Salieri gave the autograph score of the Requiem to Haugwitz.  

Rita Steblin (Vienna): Mozart Reception in Early 
Nineteenth-Century Bohemia as Revealed by 
Johann Nepomuk Chotek’s Diary. 

The diaries of Count Johann Nepomuk Chotek (1773–1824) 
provide a wealth of new information about the performance 
of Mozart’s music in public and private concerts in the early 
nineteenth century. Chotek was a cultured member of one of 
Bohemia’s most influential aristocratic families. His father, 
Johann Rudolph Chotek (1749–1824) was an important 
statesman: Chancellor for Joseph II, Oberstburggraf of Bohemia, 
and State Minister in Vienna (1807–1824). Johann Nepomuk was 
especially interested in music and kept a diary, recording daily 
events for twenty years (1804–1824). Mozart’s name is often 
mentioned, especially in connection with private concerts not 
reviewed in the newspapers.
 Chotek often visited his brother-in-law Georg Buquoy—
Wenzel Tomaschek’s employer—at Gratzen in South Bohemia. 
A typical diary entry recording an evening there reads: 30 August 
1806: Abends war Musik, man machte 2 Quintette von Mozart wo 
ich mitspielte und Dietrich spielte ein Quartett von Mozart auf 
dem F. P. The fall was usually spent at Chotek’s father’s estate in 
Neuhaus (Nové Dory) and Mozart’s music was again frequently 
performed. Chotek often names the keys of works, aiding in their 
identification. Several entries in April 1820 describe the presence 
of Mozart’s son in Prague and compare his concert performance 
and compositions with those of his father.
 My paper will consider the significance of this new archival 
source for the history of Mozart’s reception by the Bohemian 
aristocracy, demonstrate problems involved in dealing with such 
personal materials, and suggest avenues for further research.
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Session II: 
Musical Practice 

in Bohemia
John A. Rice

(Rochester, Minnesota), Chair

Milada Jonášová (Institute of 
Musicology, Czech Academy of 
Sciences): Mozarts Prager Kopisten I: 
Anton Grams Kopistenwerkstatt

In diesem Beitrag möchte ich einige Ergebnisse 
meines Forschungsprojektes Mozarts Prager 
Kopisten vorlegen. Da ich bereits—auch dank 
dem deutschen Forschungsstipendium—
mehrere Kopisten unterscheiden kann und 
einige von ihnen auch identifiziert habe, über 
eine Datenbank verwendeter Papiersorten bei 
Mozartschen Autographen wie auch über viele 
mitteleuropäische Abschriften verfüge, konnte 
ich auch dank neuer Funde die Datierung 
einiger wichtiger Abschriften präzisieren. Eine 
besondere Gruppe der Abschriften von Mozart´s 
Werken entstand in der Prager Kopistenwerkstatt 
von Anton Grams (1752–1823).

Tomislav Volek (Prague): American 
Mozart Scholarship Seen from Prague

This paper will offer my perspective on 
American Mozart scholarship in two main areas:  
I. The extreme importance of some discoveries 
in European archives by American scholars 
(Brown, Rice, Link, Edge, et al.) and their highly 
professional examination of the new sources, as 
well as overviews, books, and studies of great 
importance (Heartz, Mann, Zaslaw, et al.); II. 
Some problematic interpretations of relevant 
European historical facts by American scholars.

Michaela Freemanova (Prague): 
Losses and Gains:  Bohemian 
Monastic and Parish Music 
Collections of Mozart’s Time

Bohemian monastic and parish music collections 
of Mozart’s time offer an interesting outlook 
on sacred and secular repertoire performed in 
religious institutions before the Church Reform 
of Joseph II and after, up to the early nineteenth 
century. Was Mozart a central figure in such 
music making, or is that just a modern legend?
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Jean Hellner (Concordia College, Moorhead, 
Minnesota): Elements of Enlightenment in Osmin’s 
Rage: Mozart’s Die Entführung aus dem Serail in 
Prague

Mozart singularizes Osmin, the belligerent if not vile overseer of 
the Pasha’s courtly estate in Die Entführung aus dem Serail, by 
casting him as the only Turkish character in this singspiel with 
a singing role. Mozart distinguishes Osmin through particular 
instrumentation, marked rhythmic figures, and nearly exotic 
tonal relationships as found in the character’s rage aria “Solche 
hergelauf’ne Laffen.” These musical elements simultaneously 
portray Osmin’s anger and jealousy on a local level while 
reflecting comparable emotions shared by individuals on a 
universal level, particularly those suppressed by an authoritative 
regime.
 Certain Enlightenment issues, most notably those involving 
the exploration of the human condition and political autonomy, are 
evident in Mozart’s striking characterization of Osmin. Political 
overtones especially would have appealed to audiences in Prague, 
where Die Entführung made its first international performance. 
Under the governance of the Habsburg Empire, Prague’s 
national identity, with that of other non-Germanic territories, was 
suppressed by Austrian domination, at times resulting in a level 
of animosity not unlike Osmin’s inordinate hatred. Theatrical 
productions were part of the domination, with most being either 
of German or Italian origin, the latter preferred in the 1780s in the 
Imperial capital itself. Mozart’s singspiel, and Osmin in particular, 

add a political meaning that the composer surely did not intend, 
but one that certainly would have resonated with eighteenth-
century non-Germanic audiences within the Habsburg Empire.

Peter Heckl (University of Music and Dramatic Arts, 
Graz): Piano Music by Wolfgang Amadè Mozart 
Arranged for Harmoniemusik from the Archives in 
the Kroměříž Palace

The music archives in the Kroměříž palace contain 
Harmoniemusik settings of three piano  compositions by Mozart:

Two fragments of autograph sketches of an arrangement of •	
the piano sonata for 4 hands in F major, K. 497, for 2 oboes, 
2 clarinets, 2 horns, and 2 bassoons by Archduke Rudolph of 
Austria
Variations on “Ah, vous dirai-je, Maman,” K. 265 (300e), and •	
variations on “Unser dummer Pöbel meint,” K. 455, arranged 
for 2 clarinets, 2 horns, and 2 bassoons by Georg Druschetzky.

The sketches of Archduke Rudolph are nothing more than 
the attempt of a pupil in composition to distribute the notes 
of a Mozart sonata as accurately as possible throughout the 
instrumentation of a wind octet. The numerous and at times 
outrageous mistakes that Rudolph makes—regarding voice 
leading as well as the use of tones that are either impossible to 
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play or are produced with great difficulty 
and insecurity—were highlighted with large 
X’s in the score by a teacher. Even the final 
version of Rudolph’s arrangement, which 
differs fundamentally from his first draft, 
shows the arranger’s intention to reproduce 
Mozart’s notation as faithfully as possible by 
means of a wind ensemble.
 Georg Druschetzky takes a completely 
different tack in his arrangements: Mozart’s 
works are treated here in a significantly 
freer fashion and not simply “transferred” 
literally into another instrumentation. In his 
arrangements Druschetzky remodels Mozart’s 
compositions and adds his own newly 
composed passages. At the heart of his work, 
alongside Mozart’s music, is the necessity 
to provide every pair of instruments with 
satisfying and virtuosic passages and to show 
the ensemble at its best.
 The arrangements of Archduke Rudolph 
and Georg Druschetzky, therefore, are 
not only testimony to the popularity of 
Mozartian compositions, but also to two 
highly differentiating concepts in their 
transformation to Harmoniemusik.
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Session III:  Mozart’s Singers
Isabelle Emerson (Emerita,

University of Nevada, Las Vegas), Chair

Bruce Alan Brown (University of Southern 
California): In Defense of Josepha Duschek (and 
Mozart): Patronage, Friendship, and Evidence 

In 1938 the Czech musicologist Paul Nettl declared that “The 
desire to investigate the character of the relationship between 
Josefa Duschek and Mozart, or to establish the degree of their 
intimacy, is contrary to a serious and objective portrayal,” adding 
“Let this be left to the fantasy of writers of ‘popular scholarship’ 
or to novelists.”  Yet Maynard Solomon, in his biography of 
Mozart, disregarded this admonition and hypothesized a romantic 
relationship between the Prague soprano and the composer, citing 
the “extraordinary” convergence of their paths during Mozart’s 
1789 journey to and from Berlin, the tone of “badinage” in 
their conversation, and posthumous reports of the composer’s 
infatuation with practically every female singer for whom he had 
written. While it is certainly possible to speculate responsibly 
concerning Mozart’s relationship with Duschek—as Tomislav 
Volek has done with regard to the composer’s Salzburg period—
the reasoning behind Solomon’s hypothesis is faulty in numerous 
respects. In questioning Mozart’s motives for “delaying” his trip 
to the Prussian capital by delivering a letter to Mme Duschek 
in Dresden from her husband, for instance, Solomon takes into 
account neither eighteenth-century conventions of hospitality nor 

even the fact that Dresden is directly on the route between Prague 
and Berlin. And whereas Solomon saw Mozart’s amorous interest 
in Mme Duschek as the cause for his tarrying in Leipzig, where a 
hastily arranged concert with the singer reaped little profit, it was 
Duschek who on another occasion was criticized for arriving to 
give concerts in a city unannounced and at an inopportune time.
 In the present paper I reëxamine the evidence of Mozart’s 
interactions (musical and otherwise) with Josepha Duschek during 
his 1789 tour in the wider context of the network of patrons and 
friends of both her and her husband, fortepianist and composer 
Franz Xaver Duschek. Figuring prominently in this network 
is Count Christian Philipp Clam-Gallas, with whom the singer 
was reliably reported to be intimate. Their relationship was 
long-lasting and complex, and was in effect bequeathed to his 
son Christian Christoph, whose bride was the official dedicatee 
of Beethoven’s scena and aria “Ah! perfido,” which, however, 
Josepha Duschek first performed publicly. Another important 
patron was the exiled Duke of Courland, whose musical orbit 
centered around the Dresden Kapellmeister Johann Gottlieb 
Naumann and his librettist/translator Johann Leopold Neumann—
the hosts to Duschek and Mozart during their 1789 stay in the 
Saxon capital. Also of interest are the aristocratic patrons and 
pupils of Franz Xaver Duschek, notably Counts Sporck, Sternberg, 
and Ledebour. Historical accounts and surviving correspondence 
suggest their long-term devotion to Duschek (despite occasional 
high-handed behavior toward him). Both Duscheks shared with 
their patrons a lively interest in the visual arts, which they used 
as a means of bridging social distance; one tangible result of this 
interest was Doris Stock’s 1789 silverpoint portrait of Mozart. 
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Available evidence suggests that Mozart’s 
dealings with the Duscheks were congenial and 
mutually supportive, and hardly as secretive and 
fraught as Solomon suggests.

Paul Corneilson (Packard Humanities 
Institute): ‘aber nach geendigter Oper 
mit Vergnügen’: Mozart’s Arias for 
Mme Duschek 

The soprano Josepha Duschek (Josefa Dušková) 
was one of Mozart’s most faithful friends and 
supporters. Her relationship with the composer 
dates to August 1777, when she visited Salzburg, 
where her grandfather had been mayor from 
1772 to 1775. Mozart wrote an extensive scena 
and aria, K. 272, for her, and they maintained 
a close association until his death. In 1786 
Mozart accompanied his friend in a “command 
performance” for Emperor Joseph II, and 
Mozart visited the Duscheks during his two 
trips to Prague in 1787—in January to attend 
performances of Figaro and in October to finish 
Don Giovanni—and again in September 1791 
for the première of La clemenza di Tito. Mme 
Duschek accompanied Mozart on his trip to 
Dresden and Leipzig in the spring of 1789, 
though there is no evidence to support Maynard 
Solomon’s claim that the two had an affair at 
that time. Less than two weeks after Mozart’s 
death, Mme Duschek organized the performance 
of a Requiem by Antonio Rosetti in Prague on 
14 December 1791, and two weeks later she 
helped organize a benefit concert for Mozart’s 
widow and children. Aside from being a tireless 
champion of Mozart’s music—with numerous 
concerts documented in the 1790s—Mme 
Duschek had a major impact on Mozart 
reception as an important source for Franz Xaver 
Niemetschek’s early biography.
 Though her singing career was limited to 
concerts, rather than the opera house, la Duschek 
was an exceptional musician with a strong, 
expressive voice. Besides the two concert arias 
Mozart wrote for her (K. 272 and K. 528), 
she sang a number of arias from Figaro, Don 
Giovanni, and La clemenza di Tito, as well as 
K. 505, K. 583, and probably also K. 577. (She 
also sang Beethoven’s “Ah, perfido,” Op. 65, 
at its première in 1796, though this work was 
dedicated to someone else.) Such repertory 
suggests a virtuosa capable of performing the 
showpiece rondòs written for Mozart’s prima 
donnas. 
 This paper explores Mme Duschek’s 
relationship to Mozart, both as a singer and 
benefactor. One topic in particular has not been 
fully explored in the literature. While Mozart 
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was in Munich in late 1780 completing Idomeneo, Mme Duschek 
requested an aria from Mozart on a specific text. Mozart told his 
father that it was impossible at the moment, but he would write the 
aria for her with pleasure as soon as he finished the opera (Wegen 
Mad. Duscheck ist es freilich dermalen unmöglich, aber nach 
geendigter Oper mit Vergnügen). Assuming he kept his word, what 
aria is it? A few months later, in September 1781, Mozart asked 
his father to send him three concert arias: “the aria for Countess 
Baumgarten [K. 369], the Rondeau for Mme Duschek, and the 
one for Ceccarelli [K. 374].” Scholars have assumed that Mozart 
is referring to K. 272, but could he have meant another aria? Or 
perhaps the commission of December 1780 went unfilled until 
November 1787, after Mozart had finished Don Giovanni and 
wrote the aria, K. 528, for her.
 
John A. Rice (Rochester, Minnesota): A Bohemian 
Composer Meets a Mozart Singer: Kozeluch’s 
Rondò for Adriana Ferrarese

Leopold Kozeluch first presented his oratorio Moisé in Egitto in 
concerts of Vienna’s charitable Tonkünstler-Sozietät on 22 and 23 
December 1787. Among the members of the court opera troupe 
who participated in those performances was the prima donna Anna 
Morichelli, who created the role of the Egyptian princess Merimé. 
Exactly three years later, on 22 and 23 December 1790, Kozeluch 
presented Moisé again, this time with another prima donna in the 
role of Merimé. Adriana Ferrarese, who replaced Morichelli in 
1788, specialized in the performance of the two-tempo rondò, 
and she seems to have insisted that a rondò written especially for 
her—or one that she considered suitable for her voice—be inserted 
into the operas in which she starred. Her career in Vienna can be 
traced through a succession of arias in which Vienna’s leading 
composers, including Mozart, Salieri, and Weigl, explored the 
conventions of the two-tempo rondò and the musical and dramatic 
possibilities offered by Ferrarese’s voice and stage personality. 
Kozeluch composed what may have been the last of these arias. 
In preparation for the 1790 revival of Moisé he replaced a brilliant 
coloratura aria that he had written for Morichelli, “Colpo di vento 
alpestre,” with a scena, “Che veggo! Qual timore m’assale,” that 
culminates in an exquisite rondò, “Caro figlio questo addio.” 
Kozeluch’s rondò for Ferrarese suggests that he knew several of 
those that preceded his, and shows him to have been fully capable 
of matching the best of those arias in musical sophistication and 
emotional impact.

Session IV: Music and Theatre
Janet K. Page (University of Memphis), Chair

Lucio Tufano (Naples): Transgenre: The Italian 
Reception of Benda’s Ariadne auf Naxos and Medea  

Ariadne auf Naxos and Medea (both 1775) by Czech composer Jiří 
Antonín Benda are the prototypes of the German monodrama, an 
enriched version of the French mélodrame created by Rousseau in 
his Pygmalion (1770). The specific interaction of word, music, and 
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gesture makes the two pièces a little dramaturgical laboratory, and 
a new experimental choice in the European theatrical panorama.
 Ariadne and Medea had an interesting and till now little 
known circulation in Italy, where they were translated, performed, 
and adapted to local taste. Both the works were performed in 
Naples, in 1783 and post 1785, respectively, thanks to Norbert 
Hadrava, a Hungarian officer in the Austrian army; a music 
manuscript of Medea now in the library of Conservatorio “San 
Pietro a Majella” in Naples is clearly connected to the Neapolitan 
performance of the work. In the north of Italy Bartolomeo Borroni 
also translated Medea, but in his version prose was replaced by 
verse, and new musical numbers were composed by Giuseppe 
Poffa.
 The comparison with the “strange” objects coming from 
abroad led to a variety of reactions on the theoretical side: some 
Italian critics appreciated the new formula, considered as a 
valid alternative to the corruption of opera, but others strongly 
condemned its lack of vraisemblance. The whole of literary, 
musical, and theoretical sources indicates that the Italian reception 
of Benda’s Ariadne auf Naxos and Medea was a sort of struggle 
between tradition and innovation: it was not only a matter of 
linguistic translation, but also of genre identification.

Bertil van Boer (Western Washington University): 
Mozart’s Difficulties with the Opera Overture; 
or, “For Heaven’s Sake, Begin It with a Cavalry 
March!”

Throughout his entire life, Wolfgang Mozart approached the 
overture in his operas in a variety of ways, generally with it being 
the last piece written. As a composer familiar with the varied styles 
of overtures, Mozart certainly knew the latest stylistic trends, 
which were evolving from the traditional two- to three-movement 
format towards a single movement that integrated the music 
directly into the action of the opera itself. Yet when it came to his 
own works, his approach seems to have been more experimental, a 
nod to prevailing trends while attempting to create something that 
would be rather more connected to the main piece.
 This paper explores this development of the genre, 
demonstrating Mozart’s evolution from traditional and successful 
three-movement sinfonias (Mithridate, Lucio Silla, Betulia 
liberata) to early attempts to link overture to opera by dropping 
the conventional final movement (Ascanio in Alba, Sogno di 
Scipione, La finta giardiniera, Il re pastore), but later reinstating 
it as a conventional “symphony.” This was a procedure that he 
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was to revive in the 1780s with Lo sposo deluso, in which he 
uncharacteristically began composing at the beginning, creating 
a 2+1 overture/introductory scene. In the intervening years he 
created a successful Gluckian paraphrase for Idomeneo, but 
failed to complete his overtures to either Thamos or Zaide. There 
are indications from Vienna, however, in letters and anecdotal 
evidence that the overtures of his major operas caused him 
some considerable concern, as he found it difficult to find a 
compromise between tradition and novelty. For Entführung, he 
perfunctorily described his three-part work basically as “short” 
and “modulating through the keys” with loud Turkish instruments 
in the forte passages. Sketches for Le nozze di Figaro demonstrate 
the compositional difficulties he entertained, including a two-
movement form akin to Lo sposo deluso. Although successful, 
it nonetheless indicates a conundrum, one that bedeviled him as 
he struggled to finish the overture to Don Giovanni and to insert 
quotational material into Così fan tutte and Die Zauberflöte. It 
will show that he was occupied with his approach to beginning his 
operas throughout his life, but failed to find a consistent manner 
in which to achieve it, resulting in a wide variety of forms and 
structures.

Martin Nedbal (Eastman School of Music): 
Preaching (German) Morals in Vienna: 
The Case of Mozart and Umlauf  

In 1778 Joseph II established a National Singspiel company in 
Vienna and thus opened the court-supported theatre to German 
operas for the first time in its history. Since the imperial stage had 
previously performed only French and Italian works, composers 
and librettists associated with the new institution had to produce 
a large number of singspiels in a short time. Consequently, they 
adapted pieces that originated in places other than Vienna. For 
example, Umlauf’s Die schöne Schusterin was based on a French 
opéra comique and Mozart’s Die Entführung aus dem Serail 
on a North German work. A comparison between several arias 
and ensembles from these two successful singspiels with their 
pre-existing models shows that the Viennese librettists cut out 
and rewrote many passages that would be considered sexually 
suggestive and added numerous moral maxims. Mozart and 
Umlauf, moreover, developed recurring musical tropes that took a 
restrained approach to sexuality and drove home the works’ moral 
message.      
 The didactic aspect of Die Schusterin and Die Entführung 
resonates with nationalist ideas that appeared in several theoretical 
works on theatre by contemporaneous Viennese aestheticians, 
most notably Joseph von Sonnenfels. Sonnenfels claimed that 
Germans and their culture should be (or already were) morally 
superior to other nations and their cultures. The diluted sexual 
innuendos and moral maxims of the two singspiels therefore 
reveal not only a humanistic agenda, but also an exclusivist, 
perhaps even chauvinist, one. 
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Session V:
Guardasoni and

Italian Opera
Adena Portowitz

(Bar-Ilan University), Chair

Pierluigi Petrobelli (Rome): 
Italian Opera in Dresden and 
Prague during the Eigbteenth 
Century: Repertory, Management, 
Singers, Exchanges

While reconstructing the early singing 
career of Domenico Guardasoni, Mozart’s 
impresario of La clemenza di Tito, I 
discovered a relevant and constant exchange 
of performances—between 1760 and the late 
1770s—between the Prague opera houses and 
the Court Theatre in Dresden, the repertory 
consisting exclusively of Italian comic operas. 
This was the result of endeavors by the 
impresario Giuseppe Bustelli. In this paper I 
will further investigate the nature and extent 
of this impresario’s activity, on the basis of 
information offered by printed libretti for the 
performances.     

Anna Ryszka-Komarnicka (Institute 
of Musicology, Warsaw University): 
From Venice to Warsaw: Pasquale 
Anfossi’s Zenobia di Palmira 
Performed by Guardasoni’s 
Troupe.”  

My paper focuses on one of the last episodes 
in the activity of Domenico Guardasoni’s 
troupe in Warsaw: the premiere of Zenobia 
di Palmira with music by Pasquale Anfossi 
and libretto by Gaetano Sertor on 17 January 
1791. This was only one year later than its 
Venetian premiere (26 December 1789). 
The spectacle in Warsaw was prepared 
exclusively for the solemn occasion of 
“glorioso giorno di nascita” of the king of the 
Polish-Lithuanian Commonwealth, Stanisław 
August Poniatowski, with an occasional 
“vaudeville” at the end of act III celebrating 
the “new Augustus.” At the beginning I 
briefly sketch the situation of opera seria in 
Warsaw during the reign of Stanisław August 
and the important role of Guardasoni’s 
troupe in introducing on the stage of Warsaw 
Theatre interesting and modern drammi per 
musica, including Idalide by Cimarosa and 
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Pirro by Paisiello. Then I advance my hypothesis on 
possible channels through which Anfossi’s Zenobia 
could have been transmitted to Warsaw and on its cast, 
possibly with Margherita Morigi interpreting the title 
role and Antonio Baglioni as Aureliano. Analyzing 
the role of the Roman emperor I will show how the 
concept of the ideal, gracious ruler was intensified in 
a spectacle performed in Warsaw, slightly modified in 
comparison with its Venetian première. I conclude with 
brief remarks on the dramatic and musical structure 
of Anfossi’s Zenobia, partly mirroring new trends in 
writing opere serie and partly very traditional, due to the 
fact that the composer set a libretto which was revised 
with the intention to make it more traditional than 
Sertor’s original version.

Margaret Butler (University of Florida, 
Gainesville):  Mozart’s Theatre and Its 
Italian Contemporaries: La clemenza di Tito 
in Prague and Turin.”

Domenico Guardasoni, who put together Mozart’s 
La clemenza di Tito for Prague’s Nostitz Theatre, 
operated according to the conventions of a longstanding 
managerial tradition that governed impresarial theatres. 
Turin’s Teatro Regio operated under a different 
managerial system, one that reflected its hybrid 
character as both a court and a public theatre. In Turin, 
a group of nobles functioned as collective impresario. 
Metastasio’s libretto was one of Turin’s favorites, 
receiving three settings there during the century.
 Production practices at the theatres significantly 
influenced their settings of La clemenza di Tito. This 
paper examines aspects of the production process and 
managerial models and their implications for musical 
style. It compares the hiring of personnel, the theatrical 
seasons, the rehearsal periods, the role of finances and 
profit, and the dynamic interplay among impresarios, 
sovereigns, audiences, performers, and composers in 
each theatre. Newly discovered manuscript additions to 
a copy of the Turin libretto for Galuppi’s 1759 setting 
reveal alterations that revise our understanding of the 
work as performed in Turin. Evidence from a score of 
Galuppi’s setting that bears the hands of Turin copyists 
further enhances our view of the work’s content.
 Following Franco Piperno’s analysis of 
organizational and administrative models of eighteenth-
century theatres, and by comparing evidence from 
the Turin sources to Mozart’s opera as explored by 
John Rice, Sergio Durante, and others, this paper 
demonstrates the extent to which the theatres in Prague 
and Turin as institutions influenced their settings of 
Metastasio’s libretto. Daniel Heartz, in his seminal essay 
“Mozart and His Italian Contemporaries,” demonstrated 
that we can learn much about Mozart by inserting him 
into a musical context; playing on Heartz’s title, I argue 
that the same holds true for the theatrical context in 
which he and his contemporaries functioned.
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Session VI:  Don Giovanni
Bruce Alan Brown

(University of Southern California), Chair

Edmund Goehring (University of Western Ontario): 
Of Libertines and Theologians: An Apology for 
Theatre from the Austrian Enlightenment 

Of the many tributes marking Joseph II’s rise to sole rule in 1780, 
one was devoted exclusively to theatre: Eine Bille an Joseph II, by 
the Viennese native Anton Cremeri. The pamphlet’s chief aim was 
to reorder traditional forms of moral suasion; remarkably, Cremeri 
placed the stage above even the pulpit, because only theatre could 
render a specific, visible image of virtue in action. 
 At first glance, Cremeri seems to advance a thoroughly secular 
view of drama, especially with his explicit debt to Sulzer. Yet some 
episodes following the pamphlet’s appearance complicate this 
picture. In particular, the Bille’s claim that humanity was “inclined 
toward good” got him into trouble with the Austrian theologian 
Franz Steininger, who condemned him as a Socinian. Cremeri 
countered that he was not straying from orthodoxy regarding 
hereditary sin, but only following the Normalschule’s catechism, 
which lists the loss of humanity’s native “inclination toward the 
good” as one of mortal sin’s baleful consequences. 
 A second episode directs one beyond the Bille to an actual 
play, Cremeri’s Don Juan (1787), a “Kassastück” written to sate 
the Viennese appetite for funereal spectacle at All Souls. Like most 
Austrian Catholic Aufklärer, Cremeri objected to superstition. Yet 
in some of his political writings, he argued it was less pernicious 
than outright atheism. Seen in this context, some unusual episodes 
in the play itself leave open the possibility that Cremeri used the 
Don Juan legend as a cautionary tale in an Austria where religion 
and the Enlightenment interacted in complex, and not always 
mutually exclusive, ways.  

Simon Keefe (University of Sheffield): 
“Die treffliche gewählten Instrumente”: 
Orchestrating Don Giovanni

Mozart’s considerable skills as an orchestrator were acknowledged 
during his lifetime and quickly assumed prominence in the 
posthumous reception of his music. Don Giovanni was held 
in particularly high esteem, orchestral effects being praised 
in early performances in Speyer and Frankfurt (1789). And in 
the decade or so after Mozart’s death, commentators such as 
Franz Xaver Niemetschek (1798), Johann Karl Friedrich Triest 
(1801), and Ignaz Arnold (1803)—all of whom considered Don 
Giovanni Mozart’s greatest operatic triumph—drew attention 
to orchestration in the work as a key component of Mozart’s 
communication with his audience.
 Arnold’s account—building directly on Niemetschek’s praise 
of Mozart’s “economy in conjuring up his greatest effects with 
the least effort”—represents a summation of early discussion 
of Mozart’s orchestration and, as such, a useful springboard 
for a historical re-appraisal of its function in Don Giovanni. 
We begin with what Arnold considers a “classic” instrumental 
effect—a chromatically descending oboe line “[depicting] the 
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pain of the Commendatore’s death”—explaining why Arnold rates it 
as so successful: sonic significance is given to an individual sound, 
the effect resonates with effects before and after and in context can 
be considered “economical,” and melodic and accompanimental 
functions are symbiotically linked. Broadening the investigation in line 
with historical-aesthetic criteria, Mozart’s orchestra (and individual 
components thereof, especially winds) emerges inter alia as: an agent 
of sympathy for certain characters in certain situations, an object of 
manipulation by individual characters for their own purposes, and an 
indicator of a character’s control or lack of control in a given situation. 
Expressive qualities redolent in Mozart’s orchestration fulfill a crucial 
role in enacting the musical “defeat” Don Giovanni ultimately suffers at 
the hands of his fellow characters. 

Nathan Martin (McGill University): Formenlehre Goes to 
the Opera: Examples from Don Giovanni  

One of the more surprising developments in recent American music 
theory has been the revival of interest in traditional, as opposed to 
Schenkerian, approaches to musical form. Spearheading this renewal are 
William Caplin’s 1998 treatise Classical Form and James Hepokoski 
and Warren Darcy’s more recent Elements of Sonata Theory (2006). 
Both treatises, however, ignore the eighteenth-century operatic repertory 
entirely. And while valuable studies of eighteenth-century aria-forms 
exist (notably by James Webster and Mary Hunter), such studies 
generally predate the new American Formenlehre. There is, as a result, 
a gap between the most recent developments in the theory of Classical 
form and our current understanding of formal processes in late-
eighteenth-century opera.
 This paper sketches one possible way across that gap. Even a 
casual survey of Mozart’s operas suggests that formal processes play 
out in ways related to, but nonetheless distinct from, their articulation 
in his instrumental music (in response, no doubt, to the particular 
exigencies of writing texted music for the operatic stage). Thanks to 
its characteristic attention to the smallest possible form-functional 
units—the presentational, continuational, and cadential phrases that 
subsist at the intra-thematic level—Caplin’s approach to Classical form 
proves particularly adaptable to this new context. This paper proposes 
an abstract typology of aria-forms for Mozart’s operas and illustrates 
that typology’s analytic usefulness through the consideration of 
representative examples from Don Giovanni.

Magnus Tessing Schneider (University of 
Copenhagen): New Sources for Luigi Bassi and 
the Original Production of Don Giovanni.”

This paper will include a presentation of new source material 
concerning Luigi Bassi (1766–1825), the baritone for whom 
Mozart composed the role of Don Giovanni in 1787. In the 
nineteenth century, Mozart fans eagerly gathered information 

from the ageing singer concerning his performance of the title role, 
resulting in a number of second-hand accounts and anecdotes that 
have largely escaped the notice of Mozart scholars. When combined 
and studied in the light of the known sources and our knowledge of 
eighteenth-century scenic and musical performance practices, these 
anecdotes offer the image of a production at striking variance with both 
the romantic and the modern reception of the opera. Don Giovanni was 
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apparently conceived as a sophisticated comedy of manners, 
subtly parodying the received image of Don Juan who was 
known to the eighteenth century primarily from popular 
entertainments like puppet plays and pantomimes in which 
the protagonist invariably was portrayed as an unmitigated 
villain. Da Ponte and Mozart transferred the fantastical 
story to a contemporary realistic setting and presented Don 
Giovanni as a charming, light-hearted, and essentially non-
violent character, while his notoriously improbable infernal 
death was presented as particularly cruel and horrible. Poet 
and composer exposed the traditional story’s absurd logic 
and inherent disproportion between crime and punishment, 
thereby asking the audience—in a provocative gesture 
characteristic of the secular Enlightenment—who was the 
true villain of the story: the seducer, or the bigoted and 
hypocritical society which routinely consigns him to hell?

Ian Woodfield (Queen’s University, Belfast): 
One Manuscript, Two Cities: The Story of the 
Prague Conservatory Don Giovanni Score  

One of the most valued treasures in the city of Prague is the 
full score of Mozart’s Don Giovanni in the Conservatory 
Library, traditionally taken to be the composer’s own 
conducting copy because of the autograph additions in 
it. My paper will trace the early history of this important 
manuscript, and in doing so will introduce some of the 
philological techniques I am using to establish the inter-
relationships between all the early sources of this opera. 
Page- and line-break analysis, in conjunction with the 
transmission patterns of errors and variants, shows the early 
Prague dissemination of Don Giovanni to have been a dual-
track process: in one branch, the opera appears in static 
form, encapsulated in a transmission copy and then routinely 
disseminated in an unvarying text; in the other, it assumes 
a more dynamic identity, changing rapidly in response to 
problems and opportunities encountered in its staging and 
performance. The early divergence of these two branches, 
which quite possibly occurred even before the première, 
accounts for some of the conundrums that have been 
observed in its text: pieces cut in some sources but not in 
others, passages revised in some sources but not in others. In 
the hierarchy of the Prague Don Giovanni, the Conservatory 
score occupies a seminal position as the earliest copy, 
predating a (lost) manuscript that served as the transmission 
exemplar.
 Fewer sources survive for the 1788 Vienna revival of 
Don Giovanni, but they are just sufficient in number to allow 
the reconstruction of its performance history. Surprisingly, 
the Prague Conservatory score appears to have been the 
primary Vorlage for the Viennese transmission of the opera, 
which suggests that Mozart took this manuscript back with 
him to his home city at the end of 1787, or else that he 
hastily sent for it early in 1788, when Joseph II requested 
a performance. The evolution of Mozart’s revised Vienna 
version can be traced from the Conservatory score, through 
the early Lausch copy in Florence, to the Vienna Court 
Theatre materials in O.A.361. 
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Much of the city Mozart encountered when he arrived in 
1787 survives from the Romantic Charles Bridge to the ornate 
St. Nicholas Church to the exquisite Estates Theatre where he 
directed the premières of Don Giovanni and La Clemenza di 
Tito. The rich musical and artistic culture that characterized 
eighteenth-century Prague lives on in this breathtakingly 
beautiful city that continues its cast its spell over modern 
tourists. The “Mozart in Prague” conference, 9–13 June 2009, 
co-sponsored by the Mozart Society of America and the 
Society for Eighteenth-Century Music, offered an extraordinary 
opportunity to explore new perspectives on the music of 
Mozart and his contemporaries and to channel the eighteenth 
century through the churches, palaces, houses, and stones of 
Prague. The conference was international and multi-lingual, 
drawing leading eighteenth-century musicologists from the 
United States, Great Britain, Canada, Austria, Italy, Denmark, 
Poland, and the Czech Republic—cosmopolitan in the best 
sense. Kathryn Libin, Mozart Society President, brilliantly 
orchestrated the program and the cornucopia of cultural visits 
and sumptuous repasts. Her in-depth knowledge of Prague 
and attention to detail were evident throughout. She even 
managed to control the weather! 

 The program began Tuesday afternoon with a visit to the 
Lobkowicz Palace, the recently renovated Prague residence 
of a princely family, who were important patrons of art and 
music. Highlights included the Beethoven Room, with its 

Mozart manuscript, original Beethoven scores, and 
antique instruments; an eighteenth-century salon 
adorned with bird pictures with real feathers; the 
chinoiserie belvedere with its view of Prague; and 
the painted reception room and concert hall where 
concerts are regularly held. Besides the numerous 
family portraits, the collection includes Pieter 
Bruegel the Elder’s extraordinary Haymaking. At the 
welcoming dinner that evening at Letná Castle, an 
intimate pavilion in a park setting, it became clear 
that we were going to be living like aristocrats. We 
were greeted with champagne and hors-d’oeuvres 
followed by an elegant impeccably served seven-
course dinner that included pheasant and rabbit 
and concluded with a delicious orange mousse. But 
this magical quintessentially eighteenth-century 
evening was just the beginning
 On Wednesday we traveled to Nelahozeves, 
Dvorák’s birthplace and toured the modest tavern 
building (now a museum) where he was born and 
the Gothic Church across the street. We then visited 
Nelahozeves Castle, dating from the Renaissance, 
where the Roudnice Lobkowicz Library, a rare 
surviving princely library with 65,000 volumes and 
an important music archive, is housed. After coffee 
in the courtyard, we toured the Lobkowicz family 
apartments, including the prince’s Wunderkammer-
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like library, with globes, telescope, shell collection, antique busts, 
and pictures. The first session on Music and Patronage in Central 
Europe was held in the vaulted Knights Hall with its immense 
fireplace and painted walls. Soña Cernocká, Curator of the Library, 
traced the collection’s history and showed us a few treasures 
including a seventeenth-century Atlas of China and Dürer’s 
Apocalypse. After a delicious multi-course lunch in the small 
salons surrounded by family portraits, we continued to Zlonice 
and visited the beautiful late Baroque Church of the Assumption 
of the Virgin with its dazzling interior painted in blue and pink. 
We were regaled with a private concert of Mozart’s Menuetto 
pastorello, an aria from La Clemenza di Tito, and Dvorák songs. At 
the Dvorák Memorial we heard papers on Salieri’s Requiem Mass 
and Mozart’s Reception through Count Chotek’s Diary before 
returning to Prague.
  Thursday morning we gathered at the Czech Museum of 
Music, a former church, which houses an extraordinary collection 
of early instruments which we toured that afternoon. Highlights 
included a piano played by Mozarst in 1787, glass harmonicas 
from c. 1800, and a unique quarter-tone piano from the 1930s. 
In this company of musicians, hands literally twitched in front of 
early harpsichords and exquisite string and wind instruments. 
One of the conference’s recurring themes 
was the historical complexities of Czech 
and Bohemian culture and the ways 
that different national perspectives 
continue to shape scholarship. Tomislav 
Volek, the doyen of Czech musicology, 
discussed American Mozart Scholarship 
from a Czech perspective. Other speakers 
examined the socio-political situation 
and the impact of the Hapsburg Empire 
on the rapturous reception of Mozart’s Abduction from the Seraglio in Prague and the 
distinction between transcribing and arranging Mozart’s works for Harmoniemusik. 
We next visited Villa Bertramka, the Duscheks’ charming summer residence where 
Mozart stayed and completed Don Giovanni. The villa with its lovely grounds is now 
a museum documenting Mozart’s time in Prague. One of the trip’s highlights was 
a private concert by the Kinsky Trio Prague in an intimate pavilion overlooking the 
garden. To hear Mozart’s Trio in C major K. 548 and Mendelssohn’s Trio in D minor, 
Op. 49 in this setting was unforgettable. The conversation continued as we dined al 
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fresco in the villa garden with an array of delicious food and drink. It 
is easy to understand why Mozart loved the Villa Bertramka.
 Friday we convened at the Brevnov Monastery in the vaulted 
Sartorius Salon for a session on Mozart’s Singers with stellar 
presentations on Mozart’s Interactions with Josepha Duschek, 
Mozart’s Arias for Mme Duschek, and Kozenbuch’s Rondo for 
Adrian Ferrarese. The next session was devoted to the Theatre 
with papers on the reception of Benda’s Ariadne auf Naxos and 
Medea; Mozart’s difficulties with opera overtures; and preaching 
German morals in Vienna. After a hearty lunch at the monastery 
tavern including excellent beer made on the premises, we toured 
the beautifully proportioned St. Margaret’s Monastery Church and 
its well-preserved Romanesque crypt. The afternoon session on 
Guardasoni and Italian Opera included fascinating presentations on 
Italian Opera in Dresden and Prague and the production process of 
La Clemenza di Tito in Prague and Turin. Following high mass at the 
Strahov monastery’s Church of the Assumption of Our Lady with 
organ music, we dined at the Strahov Monastery Brewery again 
featuring excellent beer.
 The double Don Giovanni session at the Academy of Music in 
the Liechtenstein Palace on Saturday brought the conference to a 
spectacular close. The papers offered different approaches to Don 
Giovanni and musicological research ranging from socio-cultural 
analysis of the Don Juan legend and Enlightenment tensions to 
orchestrating Don Giovanni  to Bassi’s noble characterization of 
Don Giovanni in the original 1787 production to reconstructing the 
history of the Prague Conservatory score through technical analysis 
and archival sleuthing. We lunched in style at the Olympia, a turn-
of-the-century bistro that exemplifies Prague’s rich Art Nouveau 
architectural heritage. Next we toured the elegant Estates Theatre, 
which looks as it did in Mozart’s time except for the widening of 
the building and the addition of a row of boxes in the nineteenth 
century. Ensconced in a box in the darkened theatre, it was easy 
to conjure the ghosts of Mozart and the Commendatore. My sole 
regret is that I could not attend an opera at the Estates Theatre. That 
evening we dined at the Bellavista Restaurant, an open air terrace 
with spectacular views of Prague. The lively conversation and 
camaraderie continued. We lingered, savoring the last moments 
of an extraordinary five days in Prague with Mozart. For those 
who missed the conference, the proceedings will be published by 
the Institute of Musicology of the Czech Academy of Sciences in 
Hudebni Veda in 2010. But there is no way to directly experience 
what Nobel laureate Jaroslav Seifert termed “the roar of bygone 
centuries” except to go to Prague.   

—Heather McPherson
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